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task may better be discharged in a separate paper. 
But I would impress upon them a sense of the very 
grave responsibility under which they are placed by 
circumstances. To a large extent they have the im- 
mediate future of English music in their hands, and 
can secllre for it success or failure as they please. 
Every amateur, therefore, is concerned in what they 
do, and has reason to implore their careful action 
towards the development of our art on a sound basis 
and not on modern and unproven theories. My own 
anxiety as to this is great. I urge nay, implore- 
our composers to conserve everything distinctively 
English, so long as it is not adverse to true progress, 
and to develop their art, as far as may be, along 
English lines. This applies especially to lyric drama. 
Germany, France, Italy have a lyric drama of their 
own, and though in England we possess nothing very 
deEnite to work upon, our composers should take good 
heed of what there is, and so build upon the sure 
foundation of national taste. Above all, let them 
avoid mere theorising by way of remedying actual 
defects. 

There's too much abstract willing, purposing 
In this poor world. We talk by aggregates 
And think by systems, and, being used to face 
Our evils in statistics, are inclined 
To cap them with unreal remedies 
Drawn out in haste on the other side the slate. 

By avoiding this by amending the old rather 
than devising the new -our composers may build us 
up an English art, and make themselves an everlast- 
ing name. 

HANDEL'S ORCHESTRATION. 
BY EBED\'EZER PROUT. 

(Co1cludecZ from page 260.) 
I AM at length approaching the termination of m) 

labours; for though there still remain for notice a 
large number of the oratorios, it will be readily 
understood that many of the special orchestral 
effects to be found in them will have been already 
met with in earlier works. It is true that even 
towards the close of his life Handel continued to 
make fresh experiments in instrumentation, and such 
of course, I shall point out as I proceed, but as a 
whole I shall be able to get through the rest of the 
series far more rapidly than has often been practicable 
in the works of which I have already spoken. 

The first work to be dealt with in this article-the 
" DettingenTe Deum " (I743) illustrates what I have 
just said. It is richly scored, for strings, oboes, 
bassoons, three trumpets, drums, and organ, and 
abounds in contrasts of colour * but I find nothing in 
it which has not been spoken of in preceding articles. 
I therefore pass on to " Semele," also written in 
I743. In this work it is only needful to notice the 
effective orchestration of the introduction to the 
third act, in which the sleep of Somnus in his cavern 
is depicted by the moving figure in quavers for two 
violoncellos doubled by two bassoons, and the treat- 
ment of the drums. In two choruses of the first act 
" Avert these omens," and " Cease, cease your vows," 
Handel uses the drums without the trumpets to 
represent the rumbling of the thunder-storm- and in 
the third act Jupiter's ()ath to Semele, which brings 
about her destruction, is followed by a peal of thunder, 
imitated by a drum solo entirely unaccompanied. It 
is worth noting that in these cases Handel has 
nowhere used the roll of the drums, as might have 
been expected, but has given the instruments 
passages of semiquavers. Similarly, in " Fixed in 
His everlasting seat" ("Samson"), at the words 
" His thunder roars," the drums have a Egure of six 
quavers in the bar instead of a rollS which Handel 
seldom employs. 
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refined pleasures of life has lingered most obstinately 
are modifying their attitude. Look, for example, at 
the advan-ce of the " organ movement " in Scotland- 
an advance made over the prejudices of a nation not 
given to change. This phenomenon so, indeed, it 
may be described I take as signifying a general 
break-up of old habits of thought on the matter in 
question. Turning to the second point, it is to be 
observed that our nation has apparently reached a 
crisis in its history. The British empire is made, 
and public opinion seems more and more averse from 
enterprises tending towards its further expansion. 
In point of fact, an idea prevails that our limit of 
development has been reached, and that the task of 
the future will be to hold our own against rivals who 
started later in the race. The very existence of such 
a sentiment has an important bearing upon national 
culture of the arts. It points to a new direction of 
some part, at least, of the national energies. What 
tllat direction will be is, in a manner, determined by 
historical precedent- for only when Rome reached 
the zenith of her power did the arts move towards 
their highest development under the shadow of her 
eagles' wings. 

Signs of the change just indicated are not wanting 
around us. We see on every hand a greater atten- 
tion to music, the result of an altered estimate of its 
worth. The art is taught in our public schools, 
vvithout apologies orshamefacedness. In elementary 
schools the money of the tax-payer is devoted to it 
without raising a cry of indignation, while young 
men of a rank in life which opens to them a profes- 
sional career show that they consider the profession 
of music honourable in the sight of all. These 
facts are significant, but more suggestive still is the 
abatement of the curious, though by no means 
mysterious, prejudice against English music and 
musicians which so long lay, a nightmare oppression, 
upon our national art. The prejudice still exists. 
A rooted thing of the kind is hard to tear up. But I 
lDelieve that it is dying under the influence of fuller 
knowledge and a more enlightened view of music 
itself. Every stage of its decay will mark a stage in 
the advance of the art, and its end must naturally 
be hastened by the increase amongst us of talented 
composers and professors. 

I should tax too heavily the patience which, per- 
haps, is already wearied were I to take up much space 
in proving that, as regards talerlted composers and 
professors, English music was never so fortunate as 
now. We have amongst us four composers whose 
good repute has recently conquered German pre- 
judice against the art of what a young English 
renegade has just called the " barbarous land." 
Mr. Cowen's " Scandinavian " Symphony, Mr. Goring 
Thomas's " Esmeralda," Mr. Villiers Stanford's 
" Savonarola," and Mr. A. C. Mackenzie's " Colomba " 
-all have gained a footing in the country of Beet- 
hoven and Mozart. The consequences will, in the 
nature of things, extend far beyond themselves. 
The victory of these English compositions is 
" as the letting out of water." They have made 
a hole in the dyke, and the first few drops, 
unless fortune play us false, will be followed by a 
stream. At home the English composer is no 
longer looked at coldly by impressarii and Festival 
managers. He is run after and courted. As in the 
case of Mr. Mackenzie, if he cannot write an Oratorio 
for one Festival he is asked to promise for another 
three years later, while, as also in the case of the 
fortunate North British musician, we see him 
welcomed on the English lyric stage, and invited to 
show himself in Italian dress elsewhere. I cannot 
now undertake an examination of the personal 
claims made by each of our leading composers. That 
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D is used. The seventh and eleventh harmonics of 
the tube, sounding C natural and G natural, both of 
which are perceptibly out of tune with the tempered 
scale, are frequently employed. On our modern 
instruments, with slides or valves, the faulty intona- 
tion could be corrected; but in Handel's time these 
improvements were unknown, and tlle composer 
probably trusted to what has been termed " the 
adjusting power of the ear " to accept the incorrect 
note in place of its true equivalent. 

A point of special interest is mentioned by Dr. 
Chryoander in his preface to the score of " Judas." 
The music of the song " Pious orgies " was originally 
intended as a Dead March for Mattathias. Handel 
began the composition in this form * and the fragment 
found in the original manuscript is reprinted in the 
preface to the German Handel Society's edition. It 
is in the key of E flat, and is scored for strings, 
"Traversi e Flauti, I, 2," bassoons and drums. The 
indication "Trav. e Flauti" occurs twice, showing 
that Handel intended the cld " Flute-a-bec " to be 
used as well as the Flauto traverso- the last time, by 
the way, that we End it in the composer's works. 
We see here duetpassages for the flutes accompanied 
by the strings pizzicto, and in one place a striking 
e{:fect is obtained by the basses and drums entering 
coXtra tento on the second quaver of each beat. It is 
also worth remarking that this sketch is the only 
instance I have found in Handel of the employment 
of the drums in E flat and B flat. 

Imust pass over the " Occasional Oratorio " (I7 16)S 
because it is not yet published in the new edition 
and I next come to " Alexander Balus" (I747). In 
the opening chorus of this almost forgotten but very 
Ene work, " Flushed with conquest," we tSnd several 
passages in which the horns and trumpets have 
separate parts. It is not very often that Handel uses 
both horns and trumpets in the same movementS 
though instances maat be seen in " Deborah" and 
"Athalia"; but hitherto whene^ter he has done so 
the horns have doubled the trumpets in the octave. 
Here for the first time we find them independent * in 
" Solomon " the same thing will be met with. In the 
lovely song " Here amid the shady woods " will be 
seen a most effective use of the S01'2iSli for the violins 
and violas, while the violoncello part is marked 
pizzicato. The fact that, in spite of this directi(n, he 
find several slurred and tied notes shows cl early 
that the part was also to be played on the cembalo 
though, as usual, that instrument is not indicated. 
But by far the most elaborately scored number of 
"Alexander Balus," and one of the most striking 
orchestral pages in Handel's works, is the song 
" Hark, hark ! he strikes the golden lyre," which is 
accompanied by two violins, viola, two violoncellos, 
double-basses, doubled by the bassoons in the octave 
two flutes, organ obbligato, harp, and mandolin. 

I have mentioned in a previous article Handelss 
fondness for the combination of organ and flutes; in 
the present number nearly all the solo passages for 
thc flutes are accompanied by the organ only. 
Contrasted and alternated with them are florid 
passat,es for the harp and rmandolin-the 1 atter 
instrument not having a separate part, but evidently 
playing the upper notes of the harp part-accompanied 
by three-part harmony of the strings, for two violon- 
cellos and double-basses, all pixSicato. This brlef 
description will give some idea of the general 
character of the scoring; but it would be impo:ssible 
without copious quotations to do justice to the many 
charming and quite novel eSects in which the song 
abounds. 

In "Joshua" (I747) there is but little to mention. 
In the solo and chorus " Almighty Ruler of the skies," 
Handel exceptionally uses his horns, trumpets, and 

"Josephn' (I743) presents no features for special 
remark; and there is only one thing to be noticed in 
" Hercules " (I744), but that one is extremely curious. 
In the chorus " Immortal fame " we see three times 
on the first violin line the indication " e tromba." 
It was evidently Handel's intention here that the 
trumpet should give out the theme of the fugue as a 
cclaltoferlalo; but nowhere else has he left the trumpet 
parts not fully written out. He gives no indication 
here as to where the instrument ceases; moreover, 
the key of the chorus is E flat, and it is by no means 
clear whether Handel intended the trumpets to be 
crooked in E flat or in B flat. I have not met with 
them in any other of Handel's scores in either of 
these two keys. The whole matter is involved in 
nystery which it appears impossible to clear up. 

I pass over the score of " Belshazzar " (I744) with 
the remark that in " Destructive nvar " (p. 2Z5) we 
End the only song in all the oratorios, except the 
xvell-known " Sound an alarm," in which trumpets 
and drums are used in the accompaniment; and I 
next come to a work full of inter-esting points of 
orchestration " Judas Maccab2eus " (I746). The 
first piece to notice here is the chorus " For Sion 
lamentation make." In the opening symphony the 
middle notes of the bassoons are held with great 
effect against short chords for the strings; and at the 
eighth and following bars we see quite a modern 
style of instrumentation in the holding chords for 
wind instruments against the detached harmonies for 
chorus and strings. Handel's moderation in the 
employment of his full orchestra is especially notice- 
able in this work. It might have been anticipated 
that the two martial choruses in the first part, " We 
come in bright array " and " Lead on," would have 
been accompanied by tru;npets and drums; but in 
neither case are these instruments used. The 
composer is keeping them in reserve for a special 
purpose, and they make their appearance for the flrst 
time in the oratorio in the song " Sound an alarm," 
with an effect all the greater from their prenJious 
silence. Of course this effect is never heard in 
modern performances of the wor!<, thanks to the 
senseless custom of vulgarising the music by the 
addition of a military band to the score. I have 
already shown in these articles that additional 
accompaniments are to a certain extent a necessity 
with Handel's works- but I hold it as a cardinal 
principle that such accompaniments sllould be as far 
as possible in Handel's spirit, and I take this 
opportunity of entering an earnest protest against 
the utterly un-Handelian additions only too frequently 
to be heard at performances of his works. As I have 
no wish to make a personal attack, I abstain from 
giving instances; musicians will have little difEculty 
in supplying them for themselves. 

The beautiful song " Wise men flattering may 
deceive you " is one of the most richly scored numbers 
in all Handel's works in addition to the strings it 
contains parts for two flutes, two oboes, two bassoons, 
and two horns. The wind instruments are charmingly 
treated, and tlle air abounds in contrasts of colour. 
The popular " See the conquering hero comes" 
contains in the full chorus at the end a direction 
which I have not found elsewhere in Handel- 
'i Timpani ad libitum; tremolo per la seconda volta." 
The drums were apparently to play in the rhythm of 
the voice-parts for the flrst eight bars; the second 
strain of the chorus is marked " senza timpani," and 
the repetition of the ISrst part was to be accompanied 
by the roll of the drums. In the little-known song, 
" With honour let desert be crowned ' (now, I believe, 
always omitted in performance), will be found a very 
curious, and probably unique, trumpet obbligato. 
The key of the piece is A minor, and the trumpet in 
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" Susanna " (I748) iS, as regards its orchestration 

one of Handel's least interesting works, which is the 
more curious as it followed so closely on an oratorio 
in which the composer had shown so much power 
and variety in the instrumentation. There is only 
one song, and that the shortest in the work, " Raise 
your voice to sounds of joy," which contains any 
wind parts at all, and these are of no great importance. 
The choruses also have little variety in their scoring. 
Trumpets are only used in two numbers, and drums 
nowhere in the oratorio. 

In "Theodora" (I749) will be found much more 
colouring; but most of the effects have been already 
met with in earlier works. I need therefore now 
only mention the dramatic employment of the notes 
of the flutes in unison in the short symphony (p. I08) 
introducing the dungeon scene and the beautiful 
effect of the obbligato bassoons in the duet " To thee, 
thou glorious son of worth " (p. I44). 

Probably not one in a hundred of my readers Ilas 
ever seen a note of the " Choice of Hercules " (I750) 
one of the most entirely forgotten of Handel's works. 
Yet this short score, of only ninety pages, contains 
some of its composer's finest songs, and in tlle 
instrumentation at least two new effects are to be 
found. In the air "There the brisk sparkling nectar 
drain " Handel employs the horns, not, according to 
his almost invariable custom, in melodic passages in 
their upper register, but with long sustained notes 
pilisso, in the middle of the harmony, in just the 
same manner in which they have been used by all 
modern composers from Haydn do wnwards. Handel 
was sixty-Eve years of age when he wrote this work; 
but he continued his efforts to enlarge the resources 
of his art down to the very close of his career. The 
other point I have noted in the " Choice of Hercules " 
is in the chorus " Arise, arise ! " Here the composer 
uses four-part chords for two oboes and two trumpets 
antiphonally with the voices against a florirl accom- 
paniment for strings. The disposition of the chords 
for the wind is curious, the trumpets being sometimes 
above, sometimes below, and sometimes between the 
oboes. In estimating the effect, it must not be 
forgotten that the oboe parts were doubled, and that 
therefore the notes of the chord, however different 
in quality, were of approximately equal strength. 

"Jephtha" (I75I) I must leave unnoticed for the 
same reason as the "Occasional Oratorio"- that it 
is not yet published in the new edition- and come 
to Handel's last work, "The Triu1nph of Time and 
Truth " (I757). To a very large extent this is a 
compilation from earlier works " I1 Trionfo del 
Tempo," "Parnasso in Festa," "Athalia," " Susanna," 
Anthems, Operas all furnish material for this 
oratorio. Its chief interest in relation to my subject 
arises from the fact that it contains a larger proportion 
of richly scored numbers than any other of Handel's 
works. Out of twenty-seven airs there are nine 
which have important parts for the wind and the 
choruses are in a large number of cases also more 
fully instrumented than in the earlier works. Most 
of the effects, however, have been already spoken of; 
I need now only point to the accompaniment of the 
song " Guardian angels " as containing probably the 
most beautiful oboe obbligato to be found in Handel's 
works. The song is borrowed from the Italian 
" Trionfo del Tempo,p' but is retouched and much 
improved. In its original form the obbligato was for 
the violin instead of the oboe. 

It remains to say a few words about Handel's 
instrumental works, though these will not require 
much notice. The " Twelve Grand Concertos," 
being for strings only, of course afford little 
opportunity for contrasts of colour; but in the 
collection of concertos published as Part 2r of the 

drums in D for a chorus in B minor. The close of 
the chorus " Behold the listening sun " furnishes an 
almost solitary instance in Handel's works of the 

piastissimo of trumpets and drums. It may be noted 
here that throughout this oratorio the trumpets and 
horns play in octaves- as in "Deborah " and 
"Athalia" just mentioned excepting in a few solo 
passages As an instance of the composer's judicious 
choice of colouring for dramatic purposes may be 
noted the use of the flutes, instead of the usual oboes, 
in the chorus " How soon our towering hopes are 
crossed." 

" Solomon " (I748) iS one of the most richly 
orchestrated of Handel's oratorio3. In nearly all 
the schoruses, and even in some of the songs, we End 
parts for two violas. At the commencement of the 
chorus " Your harps and cymbals sound " the 
£ollowing obscure indication is given " Viola II. per 
violoncelli duoi ripieni." Dr. Chrysander gives no 
explanation of this in his preface; the only suggestion 
that occurs to me is that possibly the part may have 
been intended to be played by two ripieni violoncelli, 
in case there were not sufficient violas in the 
orchestra to divide them. If so, this may also explain 
the fact of the second viola part being written in the 
tenor instead of the alto clef. I mentioned in my 
last article that " Solomon " was one of the scores in 
which "con ripieni " and "senza ripieni" were 
indicated in the string parts throughout. In two 
choruses of this work we End separate parts for the 
rIpieno strings. In " From the east," besides the 
principal first and second violins, which are mostly 
in unison, and the principal Srst and second violas, 
there are staves in the score for "Violino Imo 
ripieno," " Violino 2<do, ripieno," " Viola Imo,ripieno," 
uViola 2do, ripieno," and " Basso ripieno." Con- 
sequently we Snd in some passages of this chorus- 
e.g., on p. I77 of the score four distinct viola parts 
and mostly three violin parts. This subdivision of 
tlie strings is a curious foreshadowing, at the distance 
of a century, of some of the effects of Berlioz and 
Wagner. In " Draw the tear" the ripieni are also 
distinct from the principal strings; but in this case 
tlie manner of their employment is somewhat 
diSerent. The sustained harmonies for strings in 
five parts with which the chorus commences are 
marked " senza ripieni " * and at the tenth bar 
Handel 7vrites " Qui entrano li Ripieni colle parte chi 
cantano " t.e., Here the Ripieni enter with the 
voice parts; so that from this point to the end there 
are nine string parts in this chorus. Many of the 
numbers of " Solomon " contain important parts for 
the bassoons; and in some cases ripieni oboes are 
Indicated. The opening symphony of " From the 
censer," for oboes and bassoons alone, is expressly 
marked on the oboe part "senza ripieni", and in 
the long symphony which opens the third part we 
see, on p. ZIO, above the oboes "Qui entrano li 
Ripieni colle oboe "-Here the Ripieni enterwith the 
oboes. In most of the choruses in which the full 
orchestra is employed the horns and trumpets have 
separate parts, four-part harmony for the brass being 
frequently met with, as in " From the censer " and 
" Praise the Lord." The beautiful song "Will the 
sun forget to streak" furnishes an example of the 
manner in which Handel's works were mutilated in the 
earlier editions. In Arnold's edition the upper line 
of the score is marked " Traverso " * in the German 
tIandel Society's copy we Snd " Oboe solo, Traversieri 
tutti " that is, the part was played by all the flutes 
and one oboe in unison. This combination of tone 
had been already met with in " La Resurrezione," 
with the difference that in the earlier work the oboe 
was marked " sordo "-some kind of mute being used 
to muffle the tone. 

This content downloaded from 128.235.251.160 on Wed, 24 Dec 2014 14:14:58 PM
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/page/info/about/policies/terms.jsp


easily extended these articles to nearly double their 
actual length, without any recourse to " padding.' 
I trust, however, that I have amply established the 
propositions I laid doun in commencing -that Han- 
del's scores are by no means wanting ill variety of 
colour, and that in them we find a foreslladowing of 
nearly all modern effects. Of course, nobody will 
maintain that a work of Handel's stands on the 
same level, as regards instrumentation, with one of 
Mozart or Beethoven; because instrumentation, as 
we understand it now, is a modern branch of the art 
but it has been shown that Handel had svhat may be 
called a prophetic insight into the future possibilities 
of the orchestra- and in his scores he has more thall 
once indicated, even if dirnly, the direction of 
subsequent desrelopments. I believe I have also 
proved, to absolute demonstration, the impossibility 
of reproducing Handel's works exactly as he gave 
them; and if once the necessity for some modifica- 
tion be admitted, the whole question of additional 
accompaniments resolves itself into one of not 
" NVhether" but " How." Into this I do not propose 
to enter at present; on some future occasion, possibly, 
I- may attempt an analysis of the chief scores of 
Handel which have been published with additional 
accompaniments-viz., the four by Mozart, and those 
more recently issued by Robert Franz, all of which 
suggest important questions of art, which would be 
well worthy of discussion. In concluding the present 
series of papers, I will only add that if the reading 
them prove half as interesting to musicians as the 
writing them has been to myself I shall be amply 
rewarded for the labour spent in their preparation. 

THE GIlEAT COMPOSERS. 
BY JOSEPH BENNETT. 

NO. XIV.-MEYERBEER (concllided fro>1s page 253). 

ACCORDING to the evidence of M. Blaze de Bury 
there was undoubtedly an intention on the part of 
Meyerbeer to produce his " Jeunesse de Goethe " at 
the Odeon, but, unfortunately, the time which suited 
the composer did not Et in with the manager's 
arrangements. The matter is referred to at some 
length in a letter written by Meyerbeer to his literary 
colleague on January 28, I86I:- 

" You tell me that as regards the month of April, 
when it would be convenient to me to give my workS 
M. de la Rounat has an engagement with Madame 
Ristori, and that, consequently, he proposes to bring 
out the piece in the Spring of I862. At that time I 
shall certainly be free, musically speaking, and I see 
no difEculty so far; nevertheless, my dear friend, to 
take a deEnite engagement for a time so distant, and 
that will not be reached for fourteen months, is 
what, in my position, I cannot see my way to do. A 
head of a family, living out of France, and under the 
circumstances of these times-who knows, as regards 
a future so distant, what may happen to keep me 
at home ? If we wait till October I next to sign an 
engagement for April, I862, the date which hI. de 1a 
Rounat proposes, he *vill be sure to have the work 
seven months in advance, while, on our side, the 
future will not be hampered to such a length of time. 
Now, let us talk a little about our piece. The scene 
for which I had most fear (that of the cathedral in 

t ' Faust') is that which comes out best of all, and I 
hope you will not be dissatisISed with it. As regards 
the rest, I shall not ask you to make any further 
change. Musically speaking, only one number dis- 
quiets me, and about it I hesitate, and scarcely know 
what to do, I mean the ' Erl-King.' Schubert's music 
to that ballad has become so popular throughout 

, the entire rvorld that it seems to me impossible 
to make the public accept any otller to the same 
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German Handel Society's edition, which include, 
among others, the six known as the " Oboe Concertos," 
some points of interest will be found. The second 
movement of the I(;rst concerto (p. 8) is scored for 
two flutes, one oboe, two bassoons in unison, strings 
and cembalo, and abounds in contrasts of colour. It 
commences with three-part harmony for the two 
flutes and bassoons, to vwhich at the ninth bar the 
oboe is added, giving four-part chords for the wind, 
responded to by three-part harmony for the strings. 
Further on in the movement ve have a duet for solo 
violin and oboe, accompanied by the Erst violoncello, 
Erst bassoon, and harpsichord; then again a passage 
for oboe and bassoon solo, contrasted with full 
harmony for two violins and two violas, the violins 
being doubled by the flutes in the octave above. The 
whole number is a study of orchestral colour, very 
remarkable for the time at which it was written. 

It should be mentioned here that the " Oboe 
Concertos " are not concertos in the modern sense of 
the term at all; that is, they are not solos for the 
oboe with orchestral accompaniment. The word 
" Concerto " in Handel's time generally meant simply 
a piece for several instruments; and the oboe 
concertos were so called from their having prominent 
oboe parts, to distinguish them from the "Grand 
Concertos," which were for strings only. The volume 
now under notice does also contain a few concertos 
in the modern use of the word; there are two for 
oboe, one for violin, and a curious short movement 
(p. 98) which is like a double concerto for two horns. 
The only point requiring notice in these pieces is 
the fact that in several places the harmonies are 
marked to be filled up on the harpsichord, which, as 
we have frequently seen in the course of these 
articles, played a very important part in the orchestra 
of Handel's time. 

The organ concertos, as a general rule, present few 
features beyond the alternation of the organ with the 
strings; but there are one or two exceptions. The 
sixth concerto of the ISrst set is accompanied by 
Srst and second violins, COtt sorcSi7l i, doubled by two 
flutes in unison, while violoncellos and double-basses 
doubled in the upper octave by the violas, are 
g?izzicciti throughout the movement. The solo part 
of this concerto is for " Harpa o Organo." The 
indication "con sordini" is not contradicted in the 
second movement; but it is probable that this was 
considered superfluous. To judge from the music, it 
appears hardly likely that Handel intended the 
mutes to be employed throughout the whole concerto. 

The opening adagio of the fourth concerto in the 
second set is interesting from the treatment of the 
strings in two masses. The movement begins with a 
long passage scored for two violoncellos, reinforced 
by bassoons, the " Contrabasso e Ripieno" with the 
organ tasto solo supplying the bass of the harmony. 
The "e ripieno" here shows doubtless that only the 
principal violoncellos played the upper parts. Later 
in the movement we see the two violins and violas 
answering the two violoncellos and double-basses- 
and ISve bars from the end the first and second 
violoncellos and bassoons double the first and second 
violins in the octave below. In contrast to the first 
movement, the remainder of this concerto is very 
thinly scored. 

I have now arrived at the end of a very inadequately 
completed task. I use the epithet advisedly; for I 
have by no means exhausted my materials. I am 
not referring now to the fact that I have left several 
works altogether tInnoticed, because of their not 
being yet issued in the new edition- but, as a matter 
of fact, I have passed over a great many points that I 
had noted, because I feared lest I should weary even 
my most patient readers. But for this, I could have 
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